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hangs in Gallery 3. Like somne of the painter's best pictures, 
this is a piece cut out of Nature without any conventionality of 
composition. It is a corner of a stairway leading down to a river 
-doubtless the yellow Tiber. The top of the canvas is a strip of 
deep-blue sky and a sunlit bridge in perspective, over which are 
passing a carriage and pedestrians; a Roman beauty with her 
daughter and sister are descending the steps to the ferry, where 
bronze-hued boatmen proffer their services. All the heads-and 
there is little more of the figures seen-are of life-size. Especially 
fine in execution is the arm of one of the boatmen as he makes a 
gesture towards the river. As a piece of painting this picture is 
marvellous, having all the wonderful colour of Mr. Alma-Tade 
ma's smaller works and the captivating mystery of technique. 

' Pomona Festival' and ' In the Time of Constantine' are the 
titles of Mr. Alma-Tadema's other contributions, which unfortu 
nately we have not space to notice at length. The quotation ap 
pended to the number in the catalogue of Mr. Millais's landscape 

"The tower of strength which stood 
Four-square to all the winds that blew," 

fairly expresses the view placed before us in the picture - a 
dreary, four-walled tower standing on a rocky islet of a Scotch 
loch, around which sweep dark clouds of threatening wind and 
rain. The first, indeed, has come and churned the inky waters 
of the inland lake into angry waves, which toss upon their crests a 
boat rowed by a woman. It has been said of this picture that " its 
most conspicuous features are sweetness, tenderness, and repose," 
all of which qualities are to our mind conspicuously absent from 
the canvas. It is far from being equal in our judgment to ' Over 
the Hills and far away,' and other of the same artist's landscapes 

we could mention; and we can only wonder at the interest it cre 
ates, chiefly, be it said, among those who are Millais-worshippers, 
and who can see no fault in anything he undertakes. In the 
masterly head of his half-length of Mr. Gladstone, this painter is 
seen at his best. It would be simple truth to say of this work 
that, for truthfulness and technical mastery, it is not excelled by 
any picture in this year's exhibition; and certainly there has been 
no such portrait yet painted of the careworn and intellectual states 
man as he is to-day. With well-nigh magic facility and surety of 
touch have the lineaments been transferred to canvas. We see 
the face of the scholar, the face of the philosopher, the face of the 
thoughtful, kindly gentleman, stricken in years, but still more 
stricken by the insatiable demands of politics, and the worrying 
frictions of daily misrepresentation and abuse. We turn from Mr. 

Millais's work, yielding to it the palm for all that is excellent in 
painting; we remark to ourselves, of the man whose features it 
presents-" The greatest of living Englishmen!" Thankful we are 
that we have a painter among us who can reproduce his charac 

teristics in such masterly fashion. 
The place of honour in Gallery 3 is given to a large historical 

work by Mr. John Pettie, R.A., ' The Death-Warrant,' which de 
mands much more extended consideration than we can possibly 
afford to it. A young prince, presumably Edward VI.-so at 
least will say nine-tenths of the people who look at the picture-in 

ermine robes of state, is seated in a chair upon a dais at the head 
of his council-table. Sage lords of stern and sombre visage, in 
-dark-furred robes, sit around. The minister on the boy-king's 
right-a ruthless-looking man in black, with pointed beard-places 
-before his master the parchment warrant, and holds towards him 
a pen, that he may sign. The young prince turns away sad and 
irresolute. His hands are clasped before him, and he has dropped 
the leaves of a pink rose, which in his musing he has plucked to 
pieces, and they lie scattered on the white folds of the ermine 
cloak. The face of the prince, pale and intensely sorrowful, con 
trasts powerfully with the unbending, unflinching looks of his ad 
visers. The picture is a masterpiece throughout; the smallest 
details of it-the intricate figuring of the rich crimson damask cur 
tain about the throne, the collars and jewels worn by the ministers, 
the very pen which is held forward for the king's acceptance-show 
the thoroughness with which this work has been attempted and 
achieved. Sir F. Leighton's 'Elijah in the Wilderness,' in the 
same gallery, was seen by thousands in Paris last year. The 
painting is of immense dimensions, anxd represents the interview 
between the Angel and the Prophet, when the latter, fleeing from 
the wrath of Jezebel, sat down in the wilderness under the juniper 
tree; and, utterly worn out by hunger, thirst, fatigue, and the per 
secution of his enemies, prayed that he may die. 

The President of the Royal Academy has contributed the full 
number of examples allowed to Academicians. A portrait, 'The 
Countess Brownlow,' will probably take rank next after the work 
just named; 'Amarilla,' 'Neruccia,' and 'Biondina,' studies of 
Italian girls, replete with that voluptuous beauty and exquisite 
delicacy of tone and finish which generally distinguish Sir F. 
Leighton's work, are other important examples from his studio. 
'The Poacher's Widow,' by Briton Riviere, A., is a large picture 

which serves to display this artist's acknowledged skill in the de 
partment of animal-painting, and no more. A girl in black is 
seated on a sloping bank close to a copse, out of which swarm 
pheasants, rabbits, and hares innumerable. The moon, at the 
quarter, is just up, and the game is making merry among sheaves 
of the farmer's corn. The heroine of Mr. Briton Riviere's picture 
is that same heroine of Charles Kingsley's ballad, who 

"Thought of the dark plantation, 
And the hares, and her husband's blood, 

And the voice of her indignation 
Rose up to the throne of God." 

But Mr. Riviere does absolutely nothing towards illustrating the 
widow's grief, beyond placing her in an uncomfortable position, 
with her elbows resting on her knees, and her face hidden in her 
hands, and leaving game in fur an(d feather to take advantage of 

her sleepy condition. If this painting be intended to assist the re 
peal of the English game laws, we fear it will miss fire. It serves 
only to amuse, and creates no feeling of sympathy whatever for 
the young woman in the black dress. Here we must pause in our 

remarks, reserving notice of other important examples in this 
year's exhibition of the Royal Academy for a second paper. 

CHARLES E. PASCOE. 

THE GROSVENOR GALLERY SUMMER EXHIBITION. 

I- t T has been frequently remarked of artists that they 
may show themselves wonderfully apt in telling 
a story on canvas, but that they signally fail in 

fitting an appropriate title to the story after it 

_ has been told. If this be true of artists in gene 
ral, it is unquestionably so of a considerable num 

ber of the contributors to the splendid collection 
of paintings now on view at the Royal Academy and Grosvenor 
Gallery, in London. Not the least perplexing part of the duty of 
the critic commissioned to discuss the several merits of these 

works is, to trace the connection between some of the titles given 
in the official catalogues and the legend, tale, incident, or scene 
depicted by the pencil of the painiter. To take one example from 

each gallery by way of illustrating our meaning: In the Grosvenor 
Gallery hangs a work of some merit by Mr. Robert Barrett Brown 
ing (son of the poet, and a young artist of great promise), entitled 
' The Unanswered Question.' The painter presents to us a half 

length figure of an aged man, stripped to the waist, with "1 a lea 
thern girdle about his loins," contemplating a skull which rests on 

a slab of rock. The personage of the picture may be, for aught we 
know, intended for John the Baptist, or St. Jerome, or any other 
saintly representative of the early Christian preachers. The idea 
to be conveyed is obvious on a careful consideration of the pic 
ture: the hermit seeks to penetrate the sacred mysteries of death. 

He would peer beyond the grave, and learn the true secret of the 
soul's destiny after its final separation from the material body. 
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But why append a riddle to the picture, which, in truth, is simply 
a study of an anchorite gazing intently on a skull ? No doubt Mr. 
Browning's chief motive in painting the picture was to display his 
knowledge of the nude male figure: this he has accomplished, and, 
be it remarked, with some measure of ability and conscientious 
care. The skull, and the bare rocks, forming the background of 
the picture, are, after all, mere accessories of the principal figure, 
and of no particular value in exhibiting the painter's skill, and the 
whole might have been more rightfully entitled ' Study of a Her 
mit.' Similarly, in the case of a very striking picture in the Aca 
demy Exhibition, by Mr. Briton Rividre, A., with the motto ' In 
manus tuas Domine,' we have another illustration of inappositeness 
of title. Taking one's clue from the catalogue, it might reasonably 
be presumed that the scene presented on the canvas would deal in 
some way with the mournful incidents of death. Nothing of the 
kind. There is nothing in the least degree indicative of the emp 
tiness of life's dream in this broad canvas, replete with colour, 

which Mr. Riviere exhibits. We have the figure of a youthful 
knight on horseback, with crimson-crested helmet in hand, and his 
trusty sword in front, riding forward into a cave, the recesses of 

which he is about to penetrate. Nine out of ten of the uninitiated 
who view this picture would probably say that the rider, holding 
the crossed hilt of his sword before him, is intended to represent 
the sworn champion of Christendom-none other than youthful 
St. George of England himself. He bears the emblem of the cross 
on his shield, and is a gallant and comely youth in truth. The 
three splendid bloodhounds, his companions, and the horse that he 
rides, show unmistakable signs of terror; but we can learn no 
story from the gnarled branches and tangled brushwood conceal 
ing the cave's mouth, and can only conjecture that danger lies 
hidden within it. But why select a Scriptural quotation for the 
title? Why not have given the picture a plain, straightforward 
inscription, such as ' St. George at the Mouth of the Dragon's 

Cave,' which occurs to us as being the real subject of the picture ? 
The bloodhounds, cowed and turning back, are skilfully drawn, 
and admirably painted, as indeed is the horse, thrown back on his 
haunches in terror-stricken attitude; but ' In manus tuas Domine' 
strikes us as somewhat of a far-fetched title for such a work. The 
practice of inscribing pictures with any but their right titles leads 
to all manner of absurd mistakes on the part of those whose busi 
ness it is to describe them in print, and not unfrequently to un 
fruitful and needless discussion on every point save the one of most 
interest, namely, the merits of the artist himself. We may be ex 
cused for directing attention to this matter. The already suffi 
ciently laborious work of the Art-writer is intensified tenfold by 
the hap-hazard and singularly fanciful way in which some artists 
append titles to their pictures. 

It-needs that a person should be possessed of some culture and 
learning thoroughly to appreciate the more noteworthy works at 
present on view in the Grosvenor Gallery. We are disposed to go 
even further than this, and to say that the visitor must have a very 
considerable acquaintance with the Greek and Roman mythology, 
and a more than average knowledge of Art itself. What with Mr. 
Burne Jones's classical triptychs, Mr. Whistler's " arrangements" 
and "harmonies," Mr. Walter Crane's brazen decorative panels, 

Mr. Richmond's mysterious representations of passages from the 
"Iliad," and Mr. Watts's larger allegorical works, the untutored 

mind becomes a very chaos of misty perplexity and awe-stricken 
uncertainty after an hour's study of the Grosvenor Collection. 
Take, for instance, Mr. W. B. Richmond's principal contribution, 
'Sarpedon,' illustrative of a translated passage from the "1 Iliad:" 

"To the soft arms of silent Sleep and Death, 
They to his friends the mournful charge shall bear " 

a vague, mysterious, and effective composition in sombre, night 
like colour, relieved only by the shadowy form of the Lycian prince 
borne through the air by female winged figures. Not to speak 
with vain ostentation of our own classical acquirements, we might 
be disposed to ask, "What proportion of the great folk who hourly 
stay to contemplate this impressive picture will have the smallest 
conception of the fable which it seeks to illustrate ? " We see the 
dead warrior, cleansed from blood and dust, and, according to the 
tale, anointed with ambrosia, and wrapped in an ambrosian gar 

ment, being carried through the midnight air by Sleep and I)eath. 
The figures, "Cfloating upon the wings of Silence through the 

empty, vaulted night," afford the only relief to the eye in this vague 
and sombre drawing. The repose and placidness of sleep and 
death are very skilfully depicted; while the draperies are graceful, 
full, and flowing, as if they were really buoyant. This is a work 

which will arrest attention, not for the reason that its story will be 
easily comprehended, but because it is one of the most excellent 
contributions we have yet received from the studio of Mr. Rich 

mond. In the same gallery is a large painting by Hubert Herko 
mer-a scene in a Bavarian Kegelbahn. A number of peasants 
in picturesque costume are seated about a summer-house, sipping 
lager, and listening to a swarthy Jager, who has laid aside his gun 
for the moment to play a zither. The minstrel, who is seated, 
forms the centre of the foreground group, and over his shoulder, 
in attentive attitude, bends a young girl, daughter of the inn 
keeper. In the background are men playing at bowls. Purple 
tipped hills, and fir-dotted, vernal landscape, complete the picture, 

which, as is customary in Mr. Herkomer's work, presents a num 
ber of masterly studies of character. The various faces of the 
peasants, old, middle-aged, and young, and their several postures 
and actions, as of listening, talking, drinking, smoking, and the 
like, are excellently conceived, and as admirably executed. Owing 
to ill-health, this is the only important picture (with the exception 
of his portrait of the Poet Laureate) exhibited this year by Mr. 
Herkomer; but it is quite sufficient to sustain his fame as one of 
the leaders of the British school. Mr. Cecil Lawson's ' Kent,' a 
lovely piece of English scenery, "4when autumn skies are blue," 
is one of the best examples of landscape painting in the exhibi 
tion, albeit we have seen this work elsewhere, and discussed its 

merits before. Mr. P. R. Morris's ' Ship-building ' is a spirited, 
deftly-executed, and altogether delightful work, redolent of sum 
mer and the scent of the sea-a shingly creek, with a cutter 
yacht on the slip, and shipwrights at work upon her. The work 
men are all diligent, and busy hammering, boring, and planing, 
while the sun shines brightly upon them. The play of light and 
shadow is carefully brought out, and the action of some of the 
figures is very spirited. To the Grosvenor Gallery Mr. G. H. 

Boughton sends one picture, ' The Widow's Acre,' a woman and 
her daughter digging potatoes in a small patch of ground near the 
sea. The labour is watched and criticised by a bluff old fisher 

man in the conventional " chimney-pot " hat, doubtless-to judge 
from its time-worn, battered appearance-taken in exchange for 
fish from the village marine-store dealer. The old man seems to 
have an eye upon the potato-patch as a likely addition to his real 
estate when the widow shall have answered " Yea " to his propo 
sals, which we may conjecture are in the line of matrimony. This 
is a characteristic and excellent example of the artist, replete with 
those soberer tints in which Mr. Boughton so greatly excels, and 

which in his hands always prove so effective. The landscape, 
which includes a sweep of sea, discovers the fishing-village nes 
tling under the cliffs. 

The Grosvenor Gallery offers one great advantage over its 
grander rival, the Academy: it displays the contributions of 
artists in groups, each group formed by the examples sent in by 
individual painters. Thus we find Mr. Whistler's works hanging 
side by side, or above each other, and so with those of Mr. Legros, 

Mr. Watts, Sir F. Leighton, M. Tissot, and others. Mr. Whistler 
seems to have profited by his squabble with Mr. Ruskin, to judge 
from the manner of most of his works this year. His "' arrange 

ments " and " harmonies " are far less obscure than usual, and it 

can no longer be charged in respect of them-at least of those on 

view in the Grosvenor Gallery-that they represent a pot of paint 

flung in the face of the public. Mr. Whistler would do well, since 
he now condescends to paint like other reasonable mortals, to drol) 
his euphemistic absurdities, and to call his "arrangements," " har 
monies," and " nocturnes," by their proper names. No man has 
more spoiled a growing and considerable reputation by his eccen 
tricities than has Mr. Whistler. It is quite refreshing to find him 
at length turning over a new leaf; and we may trust that presently 
we shall hear of his taking his proper place as an artist of talent 
and originality among painters of the English school. He sends 
three contributions to the Grosvenor Gallery-neither, however, 
being of any extraordinary merit save, perhaps, a scene in the Pa 
cific, which he calls ' A Harmony in Green and Gold.' It would 
be styled by another artist a clever representation of the brilliant 
glare of a tropical sun on the green, undulating waters of the 
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Pacific. The work is well done, and is one of the best examples 
we have yet seen of Mr. Whistler. His full-length portrait of Miss 
Connie Gilchrist-a young lady at present one of the attractions at 
Mr. Hollingshead's theatre, The Gaiety-dubbed by Mr. Whistler 
' A Harmony in Yellow and Gold,' is capital. It is neither more 
nor less, however, than a very good full-length of a rather pretty, 
flaxen-haired girl of sixteen, in light-brown dress, and black-silk 
stockings, skipping. Mr. Whistler's ' Harmony' forms in this 
instance a common-sense and lifelike portrait with neither hazy 
light nor incomprehensible misty effects. M. Tissot's contribu 
tions, eight in number, might be very fairly termed a parterre of 
fair women. We have ladies in black displaying the tiniest of feet, 
encased in the neatest of boots, discovering the snowiest and most 
daintily-frilled of white petticoats; and we have ladies in white in 
various graceful attitudes, with a tendency to shoes and black-silk 
stockings, which they are very careful to show to advantage. 
Some of the fair women recline in hammocks slung beneath um 
brageous, green-leafed chestnut-trees; others talk scandal at "five 

o'clock tea," others again are seated in cane chairs on well-rolled, 
closely-cut lawns, contemplating the symmetrical beauty either of 
their hands, or arms, or feet. The only example of M. Tissot 
entitled to serious mention is that which he has named 'Emi 
grants.' There is some pathos exhibited in this picture, and it is 
unmistakably truthful in respect of drawing and treatment. The 
subject is somewhat worn, but it is skilfully handled. A young 

widow in scarlet-and-black plaid shawl, bearing an infant in her 
arms, is being passed over the sicle on to the deck of an emigrant 
ship by a sailor. In the background is a forest of masts and rig 
ging. There is a long tale of sorrow and trouble unfolded in the 
upturned pale face of the young mother, and an expression of 
kindly and quiet sympathy shown on the part of the sailor. 

Mr. Millais's single contribution to Sir Coutts Lindsay's salonl 
is a portrait, a vivid and powerful piece of painting, as usual. Sir 

F. Leighton sends a charming little study entitled I Nicandra,' and 
no less than eight sketches and views, probably jotted down during 
an Eastern tour. Mr. Alphonse Legros (Slade Professor at Uni 
versity College, London) appears to great advantage in a large 
work-' Jacob's Dream.' The Jewish patriarch is represented life 
size, lying across the picture, the head reclining on a rock, the 
torso and arms nude. Thrown across the lower part of the sleep 
ing form is a woollen cloth of greyish tinge. The shoulders are 
supported by a roll of the same; the head, with opened mouth and 

wrinkled brow, falling well back on to its rocky pillow. The ex 
pression of the face is admirably typical of profound sleep troubled, 
as it were, by a dream, the truthfulness or falsehood of which the 
sleeper strives eagerly to penetrate while yet his faculties are 
dormant. The dull grey clouds overhead roll back and display a 
heavenly light, in the which we recognise the dim, shadowy forms 
of angels. The work will add to Mr. Legros's reputation as a 
powerful and skilful painter of the human form. A smaller work, 
contiguous to the one we have been describing-' Study of a Head' 
-executed before the students of the Slade School, will serve to 
show how greatly he excels in this direction. Mr. J. F. Watts, 
R.A., sends four pictures, two large and two small. The latter 
possibly may prove the greater attractions to the ordinary visitor, 
because easiest understood; they consist of an excellent portrait 
of Mr. Gladstone, and a charming little studv of a chubby-faced 
child in hooded cloak of scarlet, entitled by the artist ' Little Red 
Riding-Hood.' Mr. Watts's two other contributions are grand 
examples of Art-large allegorical works, to the due comprehen 
sion of which an intimate knowledge of the loves of " Orpheus and 
Eurydice " and of " Paolo and Francesca " is essential. Mr. Hol 
man Hunt so rarely exhibits in ordinary galleries, that his one 
work in -the present exhibition of the Grosvenor Gallery-'The 
Ship'-will be sure to command attention. And there is another 
reason why this example should prove attractive; it will be ac 
cepted by many as an earnest of good work to come, and assurance 
of Mr. Holman Hunt's complete restoration (we trust) to health after 
his recent severe illness. Trhe subject is a night-scene on board, it 

may be presumed, a Peninsular and Oriental Company's steamer on 
the Red Sea, possibly a reminiscence of the painter's recent sojourn 
in Eastern lands. The deck is all aglow with a ruddly light-light 
from the cabins below, light from the funnel above, light from the 

binnacle by which the helmsman notes his way. An awning 
stretches from rail to rail above the deck. Overhead is the deep 
blue sky spangled with lustrous stars. In the left foreground is 
the figure of a female in a half-kneeling attitude of timid adoration. 
She looks upward, as if inspired with holy thoughts by the ex 
traordinary beauty of the starry heavens. 'The helmsman stands 

with his back towards the spectator in dark outline in the act of 
sending the wheel round. On the right is a male passenger 

whose features, by-the-way, bear a marked resemblance to those 
of the painter of the picture-with a pair of night-glasses in his 
hand, doubtless occupying himself with the search for passing ves 
sels. This work is chiefly remarkable for the skill with which it 
illustrates the sensation of intense tropical heat, and for the ad 

mirable manner in which the wondrous beauty of the midnight sky 
is given. 

A glance at the contributions (five in number) of Mr. Burne 
Jones will reveal the fact (if, indeed, it has not been already revealed 
by his earlier work) that he is a painter of distinct individual genius, 
a disciple of no school but his own, a man of large culture; and 
we should be disposed to add, an enthusiast in his veneration for 
the classical as opposed to the modern. It would be difficult to 
conceive Mr. Burne Jones painting a love-lorn maiden of to-day, 
unless, indeed, she were undraped as Venus, or winged as Leda's 
swan. On four panels he relates 'The Story of Pygmalion.' In 
the first panel we have the lover gazing upon the statue in con 
templative doubt; in the second he stands in mute admiration of 
its beauty; in the third Aphrodite breathes life into the sculptor's 
handiwork, which now assumes the human form divine; in the 
fourth Pygmalion is in an attitude of passionate adoration at the 
feet of Galatea, who smiles upon his rapturous greeting. The 
only questionable work in these delightful compositions is a lack 
of form and distinctness in the statue of the first and second panels, 
which leaves on the mind an impression of incompleteness. One 
looks for something extraordinary in the way of beauty in a statue 

which has provoked such intense admiration and love; but we fear 
the spectator will have to turn away disappointed. The living 
figures are graceful and noble enough in form and feature, the 
same cannot, however, be said of the inanimate marble, which 
exhibits little of either quality. Mr. Burne Jones's other contribu 
tion, 'The Annunciation,' is a superb work. It is needless, per 
haps, to remark that it is utterly unlike any other ' Annunciation ' 
which we ever remember to have seen anywhere represented on 
canvas, whether in Continental museums or Catholic churches. 
The angel Gabriel, bronze-winged, in robes of purplish brown, and 
wreathed in brown-bronze foliage, is descending into a garden, 
whither the Virgin has come to draw water. Draped in white, 
the female figure stands beside a marble fountain, with face slightly 
turned towards the angelic messenger, as if receiving the first 
breath of his salutation. The background is architectural, and on 
the left is a lofty bay-tree, which affords the darkest, if not the 
richest, piece of colour in the picture. The figures are of large 
size, and are replete with grace and beauty. The expressive deep 
blue eyes of the Virgini discover something more than astonish 
ment and reverence at the blessing which is being imparted to her; 
mutely they recognise the divine power of God, and betoken, as it 
were, perfect acquiescence in his will. This is by far the most 
important example we have yet had from the studio of Mr. Burne 
Jones, and will greatly advance his reputation as one of the most 
original and gifted of living English painters. Considerations of 
space compel us to leave unnoticed a great deal of excellent work 
in the Grosvenor Gallery. Mr. Otto Weber's ' Homeward bound,' 
a carter and horses wending their way across a strip of ploughed 
land, after the day's work, is a capital example of this artist. Mr. 

Alma-Tadema's admirable ' Portrait of Herr Henschel' is one of 
the pictures which should be included among those of the year. 

Mr. Cecil Lawson's ''Twixt Sun and Moon,' a golden level light 
shining along a marshy plain of rich herbage and glittering pools, 

with cattle feeding, is a fine study of landscape. Nor should we 
exclude from the list of works of considerably more than average 

merit Mr. Macbeth's ' Dressing Mustardseedl,' Mr. Albert Moore's 
' Topaz,' Mr. F. Morgan's ' Motherless,' and Mr. Richmond's life 
size figure in bronze of an athlete in the full action of running, 
exhibited in the Sculpture Gallery. 

CCHARLES E. PASCOE, 
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